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CHAPTER ONE
INTRODUCTION AND STATEMENT OF PROBLEM
An alteration of the axiom, "two heads are better than
one," mirrors my attitude of my collaboration with a friend
and fellow artist, Frank Campbell. I feel that two heads can
be better than one. Many implications inherent in this state-
ment are self-evident. For example, two heads also includes
four hands. Clearly, this implies that more work may be
accomplished in a shorter amount of time. The less obvious
implications are those that I will mainly deal with in this
documentation of our collaborative effort. In the following
pages I duplicate our proposal to the Graduate Committee,
discuss the fabrication of six of our 22 pieces (two from each
of the three methods described in our proposal), and conclude
and synthesize my thoughts of our collaborative effort.
The idea for this creative project has come into being
from the communication between two artists, Cathie Bernhardt
and Frank Campbell, over a period of the last ten months.
Both of us have been dealing with similar imagery for some
time now, i.e., container shapes and objects contained. This
has resulted in a mutual respect for each other's forms and
imagery, and has shown us that there is much to be gained by
1
2working together. We therefore proposed to explore specific
aspects of combining our efforts and, in collaboration,
produce a series of pieces.
The title of our project is "Collaborative Art." We
define Collaborative Art as follows: the process of
discussing ideas for pieces; the act of working on pieces
together; and the completion of pieces wherein both artists
contribute significantly to the final products.
Our problem was to produce art in a collaborative
manner. Due to the nature of our problem, we proposed to
explore specific aspects of collaborative art and answer
these questions:
1. In what ways is the co-artist's input
beneficial?
2. How are the artist's skills broadened by
working with a fellow artist?
3. What is involved in developing a professional
working relationship between male and female
artist?
4. What understanding of differences in working
styles is acquired?
5. What are the differences reflected in each
artist's earlier works as compared to the
collaborative pieces?
We proposed our procedure for exploring different aspects
of collaborative art to be as follows:
31. We were to work together in the same studio
executing a minimum of two pieces, all decisions
to be made jointly.
2. We were to work separately in our own studios
and create a minimum of two forms. These forms
were to be complete entities or merely the
beginning of a completed form. We were then to
trade these forms and complete them individually.
Each artist was to be allowed the freedom to add,
delete, or alter the form in any manner that was
felt appropriate. The minimum number for this
step was to be four completed pieces.
3. Each artist was to design a minimum of two
pieces. We were then to assign the other person
the task of creating certain parts or part to be
used in the finished product. In this step we
were to be taking advantage of the varied skills
the other artist possesses. The minimum number
for this step was to be four completed pieces.
Cummulatively, we were to complete ten to fifteen pieces.
As we proceeded with the three steps indicated above we kept
journals, each with the primary focus of responding to the
five questions listed in our statement of problem.
CHAPTER II
COMMENTARY ON SELECTED PIECES
Procedure Number One
We were to work together in the same studio executing a
minimum of two pieces. All decisions were to be made jointly.
In working with this method we were lucky enough to
achieve a harmonious blend. Together our ideas were carried
a step further than we individually would have carried them.
For example, I was able to experience the introduction of
larger volume or size increase due to the use of the wood
bases and ceramic stacks. Frank experienced an introduction
to the possibility of the use of more color, and the use of
detail by means of materials that he would not normally use.
For example, we incorporated silver, rhinestones, semi-precious
stones, photo-images, and enamel latex paints.
"I'm Not Sure Where It Comes From"
This sculpture is classified under procedure number one.
This piece is particularly interesting in that it incorporates
the use of the floor and the wall.
"I'm Not Sure Where It Comes From" is composed of the
following elements:
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51. Wall:
a. a white pine box constructed by use of
dowels;
b. an antique baby christening dress altered
by the addition of rhinestones, silver
tubing, and hair; and
2. Floor:
a. a white pine box constructed by use of
dowels;
b. a stack of extruded forms;
c. a thrown porcelain bowl form;
d. white silica sand in a bowl; and
e. on top of the sand, a canvas pillow with
an antique photo of a child, antique glass
beads, feathers, rhinestones, a silver
cruxifix, and an antique bobby pin.
It was an enjoyable experience to see this sculpture
develop. We worked jointly in the same studio and made all of
the final decisions together. We were extremely pleased with
the final outcome or end product and feel that we exercised
wise judgment in our aesthetic choices.
"Homage to the Nine Muses"
This piece is classified under procedure number one.
Again, we worked together, making all the decisions jointly.
"Homage to the Nine Muses" is composed of the following
elements:
61. a white pine box constructed by the use of dowel
rods and finished with linseed oil;
2. a stack of extruded forms;
3. cotton puffs between the joints of the stack;
4. a pillow covered with white feathers;
5. a commercially cast plate fired with a low fire
glaze, the glaze having a texture that can be
compared to a cat's tongue;
6. cotton grabbing on the texture and outlining the
pin that lies on the plate; and
7. a pin composed of two shells, satin, beads,
synthetic stone, fabric dime-store flowers, and
plastic doves.
The interesting thing about this piece is that it seemed
to build itself. Every element of which it is composed was
originally intended for another piece. In the studio we dis-
covered the final arrangement of all the separate parts. It
seemed to have a voice of its own as it seemed to dictate how
we placed these parts. In turn we dedicated the piece to the
mythological beings who historically aided and guided the
artist's abilities.
Procedure Number Two
We were to work separately in our own studios and create
a minimum of two forms. These forms were to be complete
entities or merely the beginning of a completed form. We were
then to trade these forms and complete them individually. Each
7artist was to be allowed the freedom to add, delete, or alter
the form in any manner that was felt appropriate. The minimum
number for this step was to be four pieces.
The greatest number of pieces were achieved through this
procedure. This was due to the time element and the limited
time that could be spent working together in the studio simul-
taneously.
This method was interesting in that we allowed each other
complete freedom to add, delete, or alter. As the solutions
evolved, our personal concepts were completed in a manner that
continually surprised us.
"Banana Stack"
This piece is classified under procedure number two.
Frank gave me a complete form and I decided what to do with it.
"Banana Stack" presents a concept that Frank developed and is
a framework he generally works within, Frank stacks hand-
built or extruded pieces of clay in a lincoln-log fashion.
This is where the term "stack" originated.
"Banana Stack" is composed of the following elements:
1. a commercial aluminum shelving system;
2. a shelf of pirahna pine;
3. a commercial triptych mirror; and
4. Frank's stack which incorporates his grand-
mother's antique plates with his hand-built,
smoke-fired form.
8I dealt with "Banana Stack" mentally for a great length
of time before arriving at a final decision. I could not
seem to resolve a single solution from the myriad presented
by my imagination.
The piece Frank had given me was so complete and so
unique in itself that I found it hard to deal with. In the
end, and after much deliberation, I chose not to alter or
change Frank's stack, but instead to exalt and glorify that
which he had accomplished. In my notes I commented that, "I
think when completing this piece, I should be aware that if
my addition can be subtlely introduced, so that it does not
overpower the original form, a gentle blend will occur.
Emotionally I could tend to overemphasize my own creative
efforts. Combine intellect and emotion."
I think that my addition is so subtle that it could pass
unnoticed. This is exactly what I desired to achieve. I
felt that at this point it was important to pay tribute to
Frank's stack concept. I also wanted to present the stack in
such a manner that its character or essence would not be
affected by manner of installation or presentation. Therefore,
I controlled its environment.
Any artwork, if not provided with a static spatial setting,
may never have the appearance that the creator intended. By
controlling this spatial setting of the stack, it will always
be presented as it was intended. The only change that will
9occur, other than physical wear and dust, will be the
reflections possessed by the mirror.
"Vanity Times Two"
This piece is classified under procedure number two. I
gave Frank a finished form and he completed the piece as he
saw fit. The title refers to our use of two mirrors and the
tradition of the mirror as a symbol for vanity.
"Vanity Times Two" is composed of the following elements:
1. a hand-mirror/hand-fan that I presented to Frank.
It is composed of: styrofoam, painted toothpicks
(latex enamel and acrylic), feathers, stuffed
dime-store birds, painted and sharpened dowel rods,
glue, mirror, and ribbon;
2. a porcelain mirror frame and mirror; and
3. a particle board box covered with glue and silica
sand.
When Frank received the hand-mirror/hand-fan, he responded
by placing it on top of a mirror frame he had thrown in porce-
lain. Detail was added to the mirror frame by repetition of
many porcelain spikes. He then built a box for the two mirrors
to attach to and from which to hang on the wall. I covered the
box for him in white silica sand. I found that when applying
the adhesive to hold the sand it was best to use a foam rubber
brush. Bristle brushes leave ridges in the glue. The ridges
become visible when covered with sand and the surface quality
is then rendered uneven. After experimenting with many
10
adhesives, I found Elmer's Glue seems to be both the most
economical and most efficient.
Procedure Number Three
Each artist was to design a minimum of two pieces. We
were then to assign the other person the task of creating
certain parts or part to be used in the finished product. In
this step we were to be taking advantage of the varied skills
the other artist possesses. The minimum number for this step
was to be four completed pieces.
The beauty of this procedure is that we took advantage
of our advantages. We used each other's skills to do things
that normally we would not attempt. We also saved time by not
having to gain expertise in additional skills.
"Lydian Mode"
This piece is classified under procedure number three.
This piece was executed exactly as it was designed. I
requested that Frank make me a large box that would extend
off of the wall. It was to have a piece of glass mounted
on top of the box to cover a silk scarf.
"Lydian Mode" is composed of the following elements:
1. a white pine box constructed by the use of dowel
rods;
2. a silk scarf;
3. a sheet of glass held to the box with mirror
brackets; and
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4. a belt constructed of red feathers, red fabric
roses, purple ribbons, and glitter.
The two pieces of wearing apparel are displayed and
presented by means of the white pine box and sheet of glass.
With Frank helping me with the construction and completion
of the box, a piece was born. Otherwise, I just had a col-
lection of fabric with possibilities, and an assembly of ideas
that I wanted to use. This aspect of collaboration, having a
partner that is skilled in areas in which you are not is very
rewarding. The advantage of having assistance is that one is
able to see things completed that otherwise one might not have
taken the effort to actually create.
"Pandora Had One Too"
This freestanding sculpture's title refers to the story
of Pandora and her box of hidden evils. This piece is clas-
sified as a "Number Three," Frank designed the exterior
appearance of the piece and asked for contents,
"Pandora Had One Too" consists of the following elements:
1. bricks stacked 32' high;
2, a white pine box constructed with dowels and
finished with linseed oil;
3. an excelsior inside of the box to cushion the
enclosed hand-mirror; and
4. a handmirror constructed of a heart-shaped
plywood form, a square of plywood with the shape
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of a heart painted in blue with clouds, silicon
glue applied to the painted clouds to hold
straight pins with the sharp points sticking
out, and a mirror with a smaller mirror attached
to it.
Although individually Frank and I have both dealt with
the container and the contained, Frank most often fashions
his own containers and items contained and I most often dis-
cover existing containers and items contained. However, I
almost always alter the found objects in some manner.
Throughout our collaboration, our theorem for containment
was:
1. that the choices exhibited by the container and
the contained must be aesthetically consistent;
and
2. that there must be a reason for the contained
either symbolically, historically, or aestheti-
cally.
This piece is consistent in its dimensions, materials,
and colors used. It typifies Frank's style, yet has the added
element of my way of working tucked in the interior of the
box.
CHAPTER III
SUNARY AND CONCLUSIONS
Our problem was to produce art in a collaborative manner.
When exploring the various aspects of collaboration we found
both obvious and surprising answers to the questions that were
posed in our written proposal. In the following pages, I
restate the questions and follow them with my responses.
"In What Ways Are Co-Artist's
Input Beneficial?"
The input of an additional artist toward the goal of pro-
ducing art benefits the artist in two areas: one being in the
mental realm, the other being in the physical realm.
Frank and I received mental stimulation from each other.
The phenomenon of seemingly limitless ideas occurred. We
never reached a point of not having anything to do. We also
gave each other mental or moral support. We never felt that
we were alone or that we would not get through with that which
we set out to accomplish. We established a comradery that
allowed these feelings to generate,
Physically, we had the benefit of four hands and four
eyes. Four hands can get more work completed than two hands,
if time is managed properly. Four eyes can read more and see
13
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more than two eyes and therefore more visual data from which
to draw.
"How Are the Artist's Skills Broadened
by Working with a Fellow Artist?"
There are two ways in which the artist's skill may be
broadened. One way is through a teaching/learning experience.
The artists may trade knowledge of skills and help each other
learn and add to their own established repetoire of skills.
The other way is to combine a force or team with specialized
skills and concentrate on production or actualization of ideas
into three-dimensional forms. The latter is the manner in
which we chose to focus our attention.
Frank and I possessed a range of assets to contribute to
almost any conceivable project. We have the combined knowledge
of the basic techniques used in sculpture, ceramics, jewelry,
painting, and drawing. We also possess the knowledge of mani-
pulation of mixed media.
Although I did not acquire an experiential knowledge of
new skills, I did add to my knowledge through observation.
For example, I did not actually help construct any of our
boxes. However, through observation I saw how Frank solved
the problems that box construction presents. Frank discussed
with me his technical and aesthetic choices. Some of the
things that I learned are: a) padouk is a visually pleasing
hardwood, however, it is hard to control due to chipping and
splintering; b) raw wood, unprotected, eventually wears with
the elements, looks soiled, and changes color (I prefer raw
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or unfinished wood in my work and wonder how this information
will affect my future pieces); c) well thought out plans save
time when actual construction begins. These and other such
data are now filed in my memory for future projects.
"What Is Involved in Developing a Professional
Working Relationship Between Male and
Female Artist?"
The key words involved in a working relationship between
a male and female artist are: desire for harmony, equality,
and acceptance. I feel that this attitude should be applied
to all relationships, no matter what combination of sexes is
involved.
In working with Frank, I seemed to forget that he was a
male. He was a person and my partner. Our motto could have
been: through thick and thin, all for one and one for all.
Frank referred to our arrangement as a mental marriage with
the offspring being the art we produced together. I visualized
it as two musicians playing a duet, each adding his harmony or
part to the performance of the piece. We did not compete. We
tried to always be open and honest with our opinions. We
tried to be positive, harmonious, and accepting of each other's
ideas or approaches. We always treated each other as equal.
We never had any quarrels or misunderstandings when working on
the pieces. Actually, I am amazed that it all turned out so
well.
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"What Understandings of Difference in
Working Styles Are Acquired?"
Frank plans things out as he works. He ponders and
sketches before he even starts. He nearly always knows what
the piece will look like when he is finished. I think Frank
works in this manner because of his background in ceramics.
A potter can sit down, looking at his sketch with measurements,
and say that at the end of the day 50 cups will be completed.
Frank and I work in exactly opposite methods, I "jam"
with my materials and try to discover interesting combinations.
As I "jam," one idea leads to another, and these ideas are
recorded for use in the future. Recording aids my memory.
My manner deletes the possibility of failure being too devas-
tating. I know things will not always work out. Sometimes
the materials have the final say and I relinquish control to
them.
However, through a comparison of methods of working, I
can see that if I were to plan and sketch out each piece, my
production level would be increased. It is very rewarding and
stimulating for me to work in the manner I do, but perhaps a
different sort of joy would come from an increase in production.
"What Are the Differences Reflected in Each
Artist's Earlier Work as Compared to
the Collaborative Pieces?"
The differences in the collaborative pieces and my earlier
work lie in two areas: a) size increase, and b) more focus on
form. I have had a desire to delve into these two areas in my
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own work, but, up to this point, I had not done so. I
generally work very small: 4"x6"x3" to 24"x16"x6". Physically
I can handle this size, monetarily I can afford the cost, and
mentally I can feel in control when working within this limi-
tation. Having a jewelry background I am concerned with small
details. I strive for a nuance or play between colors,
textures, and meanings within the boundaries of small form.
Working with Frank gave me the chance to explore the
possibilities of larger scale and more volume or form. The
benefit of Frank's masculinity, strength and past knowledge/
experience offered these possibilities. In the past Frank
generally worked much larger than I did. It was his input
that brought about the size/scale of our sculptures while my
input introduced an involvement with color and detail. When
beginning this project I noted that our qualities could be
described in the following manner:
Frank: primal, rough, earth, dirt and large;
Cathie: rich, slick, shiny, colorful and diminutive.
I am now interested in seeing how collaboration will affect
the work that we will continue individually. In other words,
what qualities will I be able to list in the future by our
names, and did these qualities arrive through our collaboration?
In summary I would say that two heads can be better than
one. The two heads must be well chosen and compatible. They
must have a sincere and mutual respect for one another and a
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desire for intense communication. They must have the skills
necessary for completion of their goals.
I would define the collaboration between Frank and me
as a symbiotic relationship in a counterbalanced state. We
cared enough not to let the other person down. We cared
enough to treat one another as an equal. We cared enough not
to be sloppy with our skills.
Individually, Frank and I are extremely eclectic in our
actual working processes and our thought processes. We are
quite varied. As a team this variation element was beneficial
and is evident in the collection of our sculptures. We did
not repeat images or produce cliches. We strove to have each
sculpture possess a complete and distinct mood or personality.
I feel that we achieved a very unique blend and thus accom-
plished a successful collaboration.
APPENDIX
CLASSIFICATION OF COLLABORATIVE PIECES
Slide Type of
Number Procedure
1. "Captain Cook Should've Discovered Texas" . . 2
2. "Oxide Colorant Text Number One" . . . . . . . . 1
3. "Number One" . . . . . . . . . . . . . . . . . . 3
4. "It's Just a Lullaby Bite" . . . . . . .. . . . 2
5. "I'm Not Sure Where It Comes From" . . . . . . . 1
6. "Vanity Times Two" .. . . . . .. . . . . . . . 2
7. "Remains Should be Seen and Not Heard" . . . . . 3
8. "Homage to the Nine Muses". .. ........ 1
9. "Scale Model for the Great Sour Lake Monument" 2
10. "Pelagic Perch" . . . . . . . . . . . . . . . . . 1
11. "Soft Goods Protected" . . . . , . . . . . . . . 2
12. "Grandma Was a Flathead Too" . . . . . . . . . . 1
13. "Banana Stack" ., ... . . . 2
14. "Pandora Had One Too" . . . . . . . . .. . . . 3
15. "Big T's Hand Mirror" . . . . . . .. . . . . . . 3
16. "Visual Voodoo" , . . . . . .. . . . . . . . . . 2
17. "Solidary Arrangement" . . ... . .. . . . . . 2
18. "Cowgirl Costume Jewelry
(Seized from the Rubber Rose Ranch)" . , . . . . 1
19. "For the Roses"...........................1...
19
20
Slide Type of
Number Procedure
20. "Secret of the Purple Hummers" . . . . . . . . 2
21. "Specimen Case"....... . . ....... 2
22. "Lydian Mode"........ . . ....... 3
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